In another companie sat learned Watson, industrious Kyd, ingenious Atchlow, and (tho hee had bene a Player, molded out of their pennes) yet because he had bene their Lover, and a Register to the Muses, Inimitable Bentley: these were likewise carowsing to one another at the holy well, some of them singing Pxans to Apollo, som of them Hymnes to the rest of the Goddes, whil'st Marlow, Greene, and Peele had got under the shades of a large vyne, laughing to see Nash (that was but newly come to their Colledge,) still haunted with the sharpe and Satyricall spirit that followd him heere upon earth.
(p. 156)
The passage establishes a chronology within which Kyd is conveniently placed. Chaucer and Spenser, whose Shepheardes Calendar had been published as early as 1579, constitute the 'first generation' of English poets. Thomas Watson and Thomas Achelley, who belong to the next group, are known to have been active from the beginning of the 1580s, while the chief creative period of Marlowe, Greene, Peele, and Nashe does not start before 1587. By grouping Kyd with Watson and Achelley and not with Marlowe, Greene, Peele, and Nashe, Dekker appears to regard Kyd as belonging to an earlier generation. 3 We further learn from the passage that Thomas Watson, Thomas Achelley, and Kyd wrote plays in which John Bentley -'a Player, molded out of their pennes' -performed. Bentley, one of the leading actors of the Queen's Men along with the popular comedian Tarleton, was buried on 19 August 1585. 4 The Queen's Men had been formed in March 1583. 5 Kyd , then appears to have been among the playwrights for the leading adult company and indeed the only one whose skills have left a mark. 6 It may well be that the plays which Kyd wrote for the Queen's Men between their foundation in 1583 and Bentley's death in 1585 are irretrievably lost.? Nevertheless, the passage from Dekker leaves no doubt that Kyd had been among London's leading playwrights for several years when Marlowe left Cambridge for London in 1587 and Dekker's epithet `industrious' may suggest that Kyd's output had been considerable. 8 M a r l o w e ' s a r r i v a l o n t h e L o n d o n s t a g e w a s c l a m o r o u s :
From jygging vaines of riming mother wits, And such conceits as clownage keepes in pay, Weele leade you to the stately tent of War:
(1 Tamburlaine, Prologue, 1-3)
Kyd's first attempts were less resounding and have since perished. It has been argued that Elizabethan tragedy came 'out of nowhere' and was created 'in a year of two' by Marlowe and Kyd at the end of the 1580s. 9 Even though the scarcity of extant dramatic texts from the 1580s gives this impression, we may be confident that the reality was more complex. Kyd seems indeed plausible -see chapter 6), the chief characters are introduced early on and the rest of the play develops a plot of intrigue and revenge in which the action does not advance in episodic linearity, but through tightly dramatised causality. As Aristotle put it in his Poetics, 'there is a great difference between happening next and happening as a result'. 16 Kyd then is 'the first English dramatist who writes dramatically' in the sense that he is the first who skilfully represents human causality on stage. 17 A. P. Rossiter rightly pointed out that jilf we seek a sharp break between medieval and Renaissance ways with drama, it is to be found much rather with Kyd than with Marlowe.' 18 Lyly is in many ways a greater stylist than Kyd, but his is a drama of thought rather than of plot. Marlowe, even though the greater poet than Kyd, was not necessarily the greater dramatist, and the development from Tamburlaine to The Jew of Malta shows more traces of Kyd's influence than Kyd ever shows of Marlowe's. 19 Peele's plays, unlike Kyd's, show little interest in dramatic situation and characterisation and lack a tight dramatic structure. Likewise, Greene's plots, in the words of his editor, 'are too loosely constructed, his characters as a rule too sketchy, and his range too limited to entitle him to a high place among dramatists'. 2° More than anyone else, Kyd appears to have paved the way for Shakespeare's dramaturgy.
The numerous near-contemporary references to and quotations from Kyd Too specific at one extreme, the relationship of later plays to Kyd's is in just as many cases too general to be one of real significance. For the revenge tragedy, the Machiavellian villain, the successful impingement of the comic upon the tragic, the mixture of Senecan theme and elaborate plotting, the crucial importance of the play-within-the-play, and possibly even the two-part play, Kyd set a precedent for later dramatists. Kyd is the 'source' for all the later plays that contain features first introduced by him is of course wrong-headed. As 'the first English dramatist who writes dramatically', he was followed by playwrights who had soon absorbed and in some ways developed several features of his dramatic method and made of it the stock of the well-plotted love-and-crime tragedy.
Shakespeare, perhaps more than anyone else, seems to have specifically profited from Kyd's works, especially in his tragedies of the 1590s. His first tragedy, Titus Andronicus, follows closely the structure of The Spanish Tragedy. 22 in fact a re-binding of eighteenth-century editions to which only a title page was added. 26 In the nineteenth century, it was John Payne Collier who did more than anyone else since the Restoration for a reappraisal of Kyd. 27 H i s e v a l u a t i o n w a s o r i g i n a l i n t h a t i t w e n t f a r b e y o n d t h e r e p e t i t i o n of the cliches with which the few pages of earlier Kyd criticism had abounded. He was the first to recognise that Kyd was a poet of very considerable mind, and deserves, in some respects, to be ranked above more notorious contemporaries: his thoughts are often both new and natural [...] . In taste he is inferior to Peele, but in force and character he is his superior; and if Kyd's blankverse be not quite so smooth, it has decidedly more spirit, vigour, and variety. As a writer of blank-verse, I am inclined, among the predecessors of Shakespeare, to give Kyd the place next to Marlow. 28 Collier found The Spanish Tragedy 'very powerful' and 'parts of it [...] in the highest degree pathetic and interesting', adding that `[Hieronimo's] grief is not as sublime, but it is as intense as that of Lear'. 29 While many twentieth-century critics agreed with this view, it had been pioneered in the first half of the nineteenth century.
Collier's judgement led to a gradual rise in Kyd's reputation which reached its passionate peak in A. F. Hopkinson's somewhat uncritical rhapsody on Kyd: In his time he was second only to Marlowe in his influence on the drama and the stage; in many things he was his equal, and in some his superior. His genius was of a sombre turn; and even his comedy has a sardonic cast -he frequently conveys a flash of lightning in a sunbeam. Nevertheless, his genius was of a high order, and he but wanted the one essential - -7) , he does not discuss the play nor relate it to the contemporary vogue for two-part plays. He further disposes of the lost Hamlet as a 'primarily Shakespearian' (p. 175) problem and shows little interest in Cornelia beyond its dedication. Freeman's aim 'to provide a broad basis for the study of Kyd's works' (p. viii) was only partly achieved.
One of the purposes of this study then is to present a comprehensive scholarly and critical introduction to Kyd's works that reviews, amends, and updates previous work on Kyd. As a study of this kind is by its nature dependent upon earlier criticism, it is legitimate to ask what my new contributions are. Scholarly matters such as date, sources, text, language, company connections, the additions to The Spanish Tragedy, and Nashe's famous attack on Kyd In what follows, most of my investigations will focus on Kyd's dramatic works. 36 However, as I disagree with earlier identifications of Kyd's patron -the one biographical issue with a definite impact upon Kyd's dramatic career -I discuss the matter in an appendix. Chapters 1 to 9 deal with the five plays attributable to Kyd 
